Garrison were strongly invested in people's appreciation of the Narrative on these terms. At the same time, however, many recent criticisms of Douglass, ranging from allegations of racial sedition to sexism, have their origin in close readings of the Narrative, a document that represents only a small fragment of Douglass's literary career. Douglass's use of humor turns many recent criticisms upside down and reveals a much more complicated figure than current descriptions of him as a representative man of Jacksonian individualism.
Douglass's humor is evident throughout his 1845 Narrative, although this text is seldom noted for its comic moments. Until the very end of the Narrative, Douglass usually employs a plaintive voice, consistent with the character who gives the desperate soliloquy to the ships on the Chesapeake Bay. As is commonly known, the Narrative is a well-crafted series of dramatic narratives that Douglass developed on stage during his four years' work as a paid agent for William Lloyd Garrison's Massachusetts Anti-Slavery Society. And while many of the powerful scenes he used in his Narrative came directly from his stage repertoire, on the page, he elected to modulate his charismatic stage persona and appeal to readers as a supplicant rather than as an equal. Although Douglass had worked with melancholy, pathos, and controlled indignation on tour, he was far better remembered as a speaker for his sarcasm and wit. In his Narrative, he generally avoids a tone of bitter satire until the final chapter. The Appendix's attack on slaveholding religion and Douglass's satiric revision of the Methodist hymn "Heavenly Union" are more accurate reflections of the type of derisive performance that formed the basis for his nineteenthcentury reputation.
Rather than an awkward leftover of his journeyman days as an orator, the Appendix is a specimen of a complex oratorical rhetoric that Douglass employs throughout the body of his Narrative.1 Combining mimicry, satire, righteous denunciation, and ridicule, Douglass makes explicit a variety of rhetorical tools that he deftly understates in other passages in the Narrative. Drawing upon the radically egalitarian republican educational training he learned from The Columbian Orator, Douglass uses humor to reshape his audience's ideas of community.
The Sermon Satire O ne of the primary means of Douglass's early success as an abolitionist lecturer was his skill as a mimic-in particular, his burlesques of slaveholding consciousness. Early in his career, in 1842, Douglass spoke on two consecutive days at Lanesborough Seminary in Massachusetts. While we do not have extensive records of these early speeches, one young seminary student wrote in his diary that Douglass "made us laugh some" by illustrating the hypocrisy of the Christian slaveholders (Alford 87).
The student was referring to Douglass's imitation of a pro-slavery minister on the theme of "Servants, Obey Your Masters." This satire was a central part of Douglass's speaking repertoire from his very first months as a Garrisonian lecturer (Papers 1:12). To begin his satire, Douglass buttoned his coat up to his neck and assumed a stern countenance (1:360). Imitating the canting voice of a hypocritical preacher, Douglass then gave a several-paragraph sermon based on the principle that obedience to the slavemaster is obedience to God. Pretending to speak to a slave congregation, Douglass would begin: "I know your prayer is daily, 'Lord, what wilt thou have me do?' " After a dramatic pause, Douglass would respond gravely, "The answer to that is given in the text, 'Obey your masters.' " His audiences exploded with laughter at Douglass's bathetic drop in tone, a strategy which set the general rhythm for the speech that followed. In each of his remaining remarks, he painted a grossly idealized picture of slave life whose consistent moral was the solemn advice to "Obey your masters."
In his role as a white minister, Douglass's next move was a brief demonstration that slave unhappiness was a result of disobedience. During his tour of England in 1846, Douglass illustrated this point with a story about Sam, whose master beat him for falling asleep after being told to weed the garden. When his master got there, Lo and behold! there lay Sam's hoe, and Sam was lying fast asleep in the corner of the place. (Laughter). Think of the feelings of the pious master! His commands disobeyed, his work not done, his authority thrown off. The good man went to look at the law and testimony, to know his duty on the premises, and there he was instructed that "he that knoweth his master's will and doeth it not, shall be beaten with many stripes." Sam was therefore taken up and lashed, so as not to be able to work for a week. Oh then, if you would not be whipped, be very obedient to your master. (Papers 1: 471) In this tableau of discovery, Douglass's portrait of Sam generates a tension which, I argue, is representative of a comic strategy he performs throughout his literary career. On one level, Douglass exploits the stereotype of a lazy slave in this anecdote, a technique that could backfire because it materializes the very prejudices he seeks to disarm. Indeed, in many other versions of this speech, Douglass emphasizes the language of prejudice by identifying the lazy slave by the name of "Sambo." At the same time, however, Douglass uses such character-typing to make a different kind of discovery: Sam's lapse of duty, which is understandable in the context of forced labor, is a far less serious crime than the slaveholders' misuse of Scripture. Invoking an Augustinian distinction between obedience to God's will and obedience to man, Douglass's burlesque implicitly argues that the slaveholder's Christian duties toward mankind exceed the lesser claims of personal ownership. Douglass gets his audiences to laugh at the Southern minister's hubris and hypocrisy, but the scene's comic intensity comes from the interplay of both bigoted and non-bigoted laughter. As he does in the night train story from his Life and Times, here Douglass's paradoxical expression of prejudice to fight prejudice generates tension. As Douglass slides the emphasis of the joke from the exhausted slave toward the slaveholder, however, he begins to reorient the audience's sense of community affiliation. They reflexively laugh at the lazy slave, but they also learn to laugh at the master, an imaginative act that pushes Douglass's audience to change its sense of group identification.
Douglass's use of stereotyping relies crucially on his ability to modulate his performance in combination with his audience's reactions. The act of laughing with others can be a moment of sharing and bonding, which, in contrast to private acts of affiliation and sympathy while reading, gains infectious strength through its publicity. Exploiting the good mood of his laughing audience, Douglass takes audience members from their prejudiced habits of laughing at plantation stereotypes and moves them toward communal laughter at the slaveholders' hypocrisy. Speech theorist Ernest Bormann, drawing on Robert F. Bales's studies of small-group interaction, has described this phenomenon of public consent as the creation of common culture. Toward the end of this essay, I connect Douglass's techniques of humor to eighteenth-century republican traditions of satire, but for now I want to emphasize that Douglass borrows from the language of one group (a prejudiced one that laughs at stereotypes of lazy slaves) for the tools to push his auditors and readers toward a new sense of themselves as human beings and a nation. The Action of Humor I n the context of Douglass's 1845 Narrative, it is important to note that he does not generally use the bold forms of invective there which he employed while responding to hecklers or imitating ministers. Douglass appreciated the tumult that could develop at an anti-slavery meeting, saying, "I like the wild disorder of our free discussion meetings. I like to hear the earnest voice of anti-slavery, so far forgetting the character of its speech, and the manner of its delivery, that almost any person may take exceptions to the remarks made" (Papers 2:180). What worked between people at a meeting, however, was not necessarily effective as written propaganda, and when writing his Narrative, Douglass kept the rowdy voice of abolition fairly quiet until the very end of the book. Interestingly, Douglass boldly jokes at the end of the Narrative about murdering people who try to inform on runaway slaves, a story whose subversive content he disowns by placing it in the context of a public meeting (Narrative 73).
Despite the low profile of Douglass's humor in the Narrative, many early readers commented about its presence, which, possibly because they had heard him speak, significantly shaped the text's reception. Ephraim Peabody, who reviewed Douglass's Narrative in 1849, lamented Douglass's sarcasm in his autobiography and expressed his wish that Douglass had toned it down even more (see Andrews, Critical 26-27). George Ruffin, who wrote the 1881 preface to Douglass's Life and Times, commented, "Douglass is brim full of humor at times, of the driest kind. It is of a quiet kind. You can see it coming a long way off in a peculiar twitch of his mouth; it increases and broadens gradually until it becomes irresistible and all-pervading with his audience" (vii-viii). Although Ruffin was attesting to the characteristics of Douglass's oratory, the type of quiet humor to which he refers is also evident throughout the Narrative, such as when Douglass, anticipating the ingenuity of Tom Sawyer, challenges the neighborhood white boys to a writing contest that helps teach him how to read (Narrative 34).
The The virtue of Morreall's physiological hypothesis is that it incorporates these different kinds of psychological and somatic explanations in a model that emphasizes the dramatic action of consciousness, rather than the specific character of the psychological states themselves. (A comprehensive theory of laughter has to explain the kinds of laughter produced after tickling, winning a game, slipping on a banana peel, seeing twins, hearing jokes, etc). Douglass's humor evolves from movement: the journey from enslavement to freedom, the transformation from slave to man, the shift from one state of consciousness to another. The humor of Douglass's confrontation with Auld derives from Douglass's ability to take pleasure in his changing emotional state. With Morreall's dramaturgical explanation in mind, the climax of Douglass's Narrative, the fight with Covey, is particularly important for its synthesis of humor and conflict.
One of Douglass's notable autobiographical techniques in his description of the fight with Covey is his occasional disclosure of the fully mature Douglass who lived to tell the tale. Like the cosmopolitan voice that briefly reveals itself during Hugh Auld's "he'll take an ell" speech, the narrator of Douglass's description is not so naive as his former self locked in struggle with Covey. Douglass thus creates a multi-dimensional persona who seems to span the years between the event and its telling, creating a twoheaded, transhistorical Douglass, composed in part of the desperate field hand subject to Covey's brutality and the other whose developing awareness of human dignity frames the story. The disjunction between these two personae generates both sympathy for the inexperienced younger Douglass, as well as a narrative estrangement from him.7
Like the contrasts between Douglass and the slaveholders he faces, the distance between the elder and younger Douglass creates an oddly pleasing comic effect for the narrator, who seems to enjoy pointing out his own naivete almost as much as he enjoys laughing at slaveholders. The majority of Douglass's description is told from the point of view of his youth: He establishes Covey's strength, brutality, and guile for several pages, at the same time characterizing himself as a bumbling farm worker, barely able to withstand the heat of the day, much less the pace of Covey's work. Douglass's mature contemplation of himself-as-slave almost merges with the racist viewpoint of his former masters. Covey's Monday morning attack comes as no surprise. Like Sam in Douglass's slave sermon, who is sent out to hoe the garden but who falls asleep, Douglass sets up his readers to expect that the slave is going to pay dearly for his mistake (albeit unfairly).
As the story develops, however, Douglass revises the polarities of his tale. Although he has unflatteringly portrayed himself as slavery's whipping-boy during most of his stay at Covey's, in this scene he comes into an unexpected position of power, a pleasing inversion which brings a hopeful smile from sympathetic readers. Douglass describes Covey as if he were a mischievous child: "As soon as I found out what he was up to, I gave a sudden spring" (Narrative 49). Although Douglass finds himself on the ground, he undermines Covey's advantage by noting that "Covey seemed now to think he had me" (49; emphasis mine). When Douglass grabs Covey by the throat, the joke is suddenly on Covey and slavery itself. When Covey calls out for help to Bill, the hired slave of a neighboring planter, Bill walks away, leaving Covey helpless at the hands of his angry slave. Douglass's awareness of the comic elements in the fight are even more explicit in My Bondage and My Freedom, where he outright declares that the scene "had something comic about it" (244). Douglass's 1855 description verges on slapstick when he pitches Covey headlong into a barnyard full of dung, a detail he omits in the Narrative. Given Douglass's investment in the symbolism of the Covey scene-a demonstration to the world that slaves were willing, in Byron's words, to "strike the first blow" for their freedom-it initially seems odd that he would find it funny, or deign to use humor as a means of expressing it. The slave's metamorphosis from chattel to human is serious abolitionist propaganda. Like Douglass's use of ethnic jokes and stereotypes, however, the comic element in the Covey episode is compound. The unexpected shift in the relationship between master and slave is a poetic incongruity, a pleasurable reversal that generates humor and identification with Douglass's victory. Douglass's humor is a kind of linguistic violence, a metaphorical blow against slavery to match his physical struggle. There is another shift of psychic energy in this scene, however, which is based in ironic alienation rather than identification. The cognitive difficulties inherent in acknowledging the disjunctions between free and enslaved, between the mature Douglass and the naive Douglass, between volition and abjection are precisely where the comic becomes a natural, if not necessary, mode of describing the movement of his thought. Rather than simply forcing narrative closure (triumph and relief at Douglass's victory), the comic is also the exposure of these stresses, an active shift in perception which is simultaneously a means of identification and alienation. Douglass's humor invokes 6. Foster's incendiary techniques were well known to both pro-and anti-slavery forces. In a published letter to the New Hampshire Herald of Freedom in 1842, Foster bragged that he had been imprisoned four times on behalf of the anti-slavery cause and physically removed from churches twenty-four times while trying to address parishioners. He added, 'Twice they have thrown me with great violence from the second story of their buildings, careless of consequences" (qtd. in Bernard 356). Foster proffered these credentials like a badge.
7. For a wide-ranging discussion of this palimpsestic narrative identity that focuses on the reconstitution of a lost self, see James Olney's chapter "Not I," in his Memory and Narrative.
8. For a discussion of the burden that minstrel theater still poses for black comics (and a strangely cynical evaluation of Lee's Bamboozled), see Driver.
9. Although it has become commonplace to invoke residues of republicanism whenever civic duty is discussed in the nineteenth century, it is useful to keep several modes of republicanism separate. As Carla Mulford has noted, the term can take three very different forms in the early national period: (1) nostalgia for disinterested neo-classical republicanism, which New Englanders like John Adams often invoked but did not always represent; (2) 
